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Another Look at Chromatic Third-Related Key Relationships in Late Haydn: 
Parallel Keys and Remote Modulation in Selected String Quartet 
Minuets 





As asserted by Ethan Haimo in a 1990 article, Joseph Haydn’s Piano Trio in A-flat 
major, Hob. XV: 14 (1789-90), comprises his first use of a chromatic third relationship 
between movements of an instrumental work, with a I—flat VI—I tonal plan. This 
harmonic strategy, immediately taken up by Beethoven in his Piano Trio in G major, Op. 
1 no. 2 (slow movement in E, VI) and his Piano Sonata in C major, Op. 2 no. 3 (slow 
movement in E, III), quickly became a conventional feature of early 19th-century 
tonality. 
 
Such third-related shifts in Haydn’s instrumental music occur earlier than 1790, 
especially in his string quartet Minuet-Trio movements, often built around a parallel 
major-parallel minor pairing of keys and their relatives. For instance, in Haydn’s String 
Quartet in F major, Op. 50 no. 5 (Der Traum), third movement, Haydn effects a 
chromatic third modulation in two stages: touching briefly upon the parallel key (f 
minor) in the trio, then moving immediately to its relative major, A-flat (i.e. flat III of F 
major). As for works written after 1790, the Minuet and Trio of the Emperor Quartet in 
C major, Op. 76 no. 3, demonstrates the opposite strategy: after beginning the trio in the 
relative minor, Haydn shifts modally to its parallel key, A major, as the passage develops 
(VI of C major). As demonstrated by the above-mentioned quartet movements and 
others drawn from Opp. 74, 76, and 77, such two-stage chromatic third shifts at the 
formal level and this procedure’s affinity with modal mixture, provides a new paradigm 
for understanding remote modulations, both in the late Classical period and beyond. 
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During the last decade of the 18th century, Joseph Haydn explored in earnest chromatic 
third-related tonal plans at deep levels of formal structure.  As Ethan Haimo has noted, 
this effort began with his Piano Trio in A-flat major, Hob. XV:14 (written in 1789-90):2 
its I—flat VI—I tonal plan (outer movements in the home key of A-flat major, middle 
movement in E major, i.e. enharmonic F-flat major), was a bold tonal decision that 
permitted the slow movement to tonally balance an unusually wide-ranging 
development section in the opening movement. Once Haydn became willing to use 
chromatic third-related keys between movements of multi-movement works, he 
employed this strategy in many different compositions later in that decade. Consider 
Symphony No. 99 in E-flat major: he introduces the chromatic third-related keys of G 
major and C major (the primary keys of the slow movement and the third movement’s 
trio, respectively), which he carefully foreshadows in the opening movement. G major 
appears in the slow introduction as a cadential goal (V of C minor) and C major is the 
first main tonal region in the development.3  
 
Such third-related tonal shifts at deep formal levels do occur prior to 1790 in Haydn’s 
instrumental music, however. Though Haydn generally fell short of making such far-
reaching tonal decisions between movements of multi-movement works,4 he did make 
such moves between major formal sections within movements, especially in movements 
                                               
1 An earlier version of this paper was presented at the American Musicological Society Southern Chapter 
meeting, Athens, GA, 2016. The author would like to thank the anonymous readers of this journal for their 
valuable feedback. 
 
2 Ethan Haimo, “Remote Keys and Multi-Movement Unity: Haydn in the 1790s,” Musical Quarterly 74/2 
(1990): 242-68, esp. 245, Table 1; and Ethan Haimo, “Haydn’s Debt to Cimarosa,” in Haydn and His 
Contemporaries. Ann Arbor: Steglein Publishing (2011): 39-55, esp. 43, Table 3.  
 
3 As discussed in detail by Haimo, “Remote Keys,” 258-66. 
 
4 Haydn’s Die Sieben Letzte Worte (The Seven Last Words) of 1785 would fit this description, if the 
movements are played without pause (contrary to Haydn’s original liturgical intent, in which a sermon 
was inserted between each movement). See H. C. R. Landon, Haydn: Chronicle and Works, Volume 2: 
Haydn at Esterháza (Bloomington: Indiana University Press, 1978), 615-17; and see discussion, below. 
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built around a parallel major/minor pairing of keys, and their relatives. For instance, in 
a minuet movement in the major mode, a trio section in the parallel minor can logically 
proceed to the relative major, which is the lowered mediant key (flat III) with respect to 
the minuet. In effect, the shift to the parallel mode functions as an intermediate step on 
the way to the more remote chromatic mediant region, making modal mixture an 
intrinsic part of the modulation to remote third-related keys.  
 
Focusing on specific minuet movements from Haydn’s string quartets provides us a 
simple avenue into Haydn’s use of such two-stage chromatic third shifts, and this 
procedure’s affinity with modal mixture. Additionally, these works exemplify how 
Haydn foreshadowed remote modulations with earlier emphasis on chromatic tones, as 
well as how chromatic third-related tonal shifts can enrich the overall tonal shape of 
these supposedly simple and straightforward dance movements. A detailed investigation 
of this repertoire demonstrates that invoking modal mixture as the source of modulation 
provides a new rationale, a new paradigm for understanding remote modulations in late 
Haydn, both between and within movements. Moreover, we can apply this paradigm to 
chromatic third modulations in works by other composers. (The middle movement of 
Beethoven’s Sonate Pathetique, Op. 13, proceeds from A-flat major through its tonic 
minor to E major; Schubert’s Moment Musical, Op. 94 no. 6, duplicates this tonal plan.) 
As such, Haydn’s tonal procedures in this regard resonate throughout the Classical 
period, into the early Romantic era, and beyond. 
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II. Precedents for Chromatic Third-Related Procedures in Haydn, pre-1790 
 
Though chromatic third modulations were not unknown prior to 1790 (such bold tonal 
maneuvers were part of C. P. E. Bach’s harmonic arsenal, for instance,5 about which 
Haydn was likely aware), they did seem to occupy a more substantial role in Haydn’s 
thought after that watershed year than they did before it. Musicologist and violinist 
Hans Keller, whose profound and lifelong experience with the Haydn string quartets, 
first as a performer, then as an analyst, offers an avenue into proposing a possible 
rationale for Haydn’s new interest in such tonal moves. In a discussion of the “Rider” 
Quartet in G minor, Op. 74 no. 3, Keller suggested that once he reached the 1790s, 
Haydn thought of tonality as a major-minor complex rather than as exclusively major or 
minor mode: “[T]he Rider is really musical history’s first work centred on a home 
tonality rather than a home key: it is, in fact, ‘in G’—or, should you have accepted the 
stupid habit of saying ‘in G’ when you mean ‘in G major,’ you’d have to say that it’s in G 
minor-major.”6 Based on Keller’s reading, it is but a small leap in logic to infer that 
closely related tonalities could, and would, include the closely related tonalities of a 
work’s parallel key. As Howard Irving and Herbert Lee Wiggins suggested concerning 
Haydn’s late-period instrumental works, “where key relationships are concerned, Haydn 
treats all keys as if they were interchangeable with their opposite parallel forms.”7  
 
One of the intriguing ramifications of this wider view of tonal relationships is the 
possibility of introducing remote third-related keys as analogues to closely related ones. 
                                               
5 Charles Rosen, The Classical Style, second edition (New York: Norton, 1997), 111-12, cites a few striking 
modulations in C. P. E. Bach’s keyboard sonatas. 
 
6 Hans Keller, The Great Haydn Quartets: Their Interpretation (New York: Geo. Brazilier, 1986), 203. 
James Webster makes a persuasive case for Haydn’s “Farewell Symphony” (1772) as the first such work, 
in Haydn’s Farewell Symphony and the Idea of Classical Style: Through-Composition and Cyclic 
Integration in His Instrumental Music (Cambridge: Cambridge University Press, 2004), 17-29. Certain 
intervening works (especially his Symphony no. 80, in D minor/major of 1784), seem to me to fit Keller’s 
(admittedly ambiguous) criteria as well. 
 
7 Howard Irving and Herbert Lee Wiggins, “Advanced Uses of Mode Mixture in Haydn’s Late 
Instrumental Works,” Canadian University Music Review 9 (1988): 104–35, at 111. 
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For instance, in a composition in the key of C major, the chromatic third-related keys of 
A-flat major and E-flat major (flat VI and flat III) are relatives through modal mixture, 
by virtue of being close relatives of C minor. Such a modal shift essentially signifies 
modal mixture at deeper levels of formal structure, a compositional strategy that 
Beethoven and others pursued at length in the 19th century.8 
 
The minuet and trio from Haydn’s String Quartet in G major, Op. 17 no. 5, nicknamed 
the “Recitative” Quartet, illustrates this tonal strategy in its simplest form (see Example 
1). After the minuet ends in G major, the trio introduces, in rapid succession, the parallel 
mode (G minor) and its relative major, B-flat major — a two-stage shift to a chromatic 
mediant (flat III of G major) that takes only a handful of measures to accomplish.9  
 
As Haydn’s tonal adventurousness became more pronounced in the mid-1780s, he came 
very close to moving directly to a chromatic third-related key between the minuet and 
trio. A striking instance of this virtually immediate modulation can be seen in the third 
movement of Haydn’s String Quartet in F major, Op. 50 no. 5, (“Der Traum”), composed 
ca. 1785 (see Example 2). From the minuet’s final chord in bar 40 to the trio’s first 
cadence five bars later, Haydn effected a chromatic third modulation in a two-stage 
process, touching briefly and elusively upon the parallel key of F minor as the trio 
begins, then moving immediately to its relative key, A-flat major (flat III of F major). 
This tonal move creates a juxtaposition of remote third-related tonalities that is 
breathtaking in its audacity, and in the rapidity with which it is accomplished.10 The 
                                               
8 Cf. especially Rosen’s discussion of mediant relationships in The Romantic Generation, 237-56, and 
Webster, Haydn’s Farewell Symphony, 320-29. Ethan Haimo also attributes Beethoven’s use of mediant 
shifts to Haydn’s influence in Haydn’s Symphonic Forms, 272-73. 
 
9 This is but one of many tonal strategies that Haydn employs in such movements at this early stage of his 
career. The minuet and trio movements of Opus 9 no. 1 and Opus 9 no. 6 are the only others from the 18 
works of Opp. 9, 17 or 20, composed ca. 1769-1772, that so proceed.  
 
10 This passage was circulated in an incorrect version for over a century: due to a misreading of Haydn’s 
intentions (or simple editorial meddling), earlier editions changed the key signature to four flats for the 
trio, upon which a neighboring D-flat in the opening bar overtly points to the parallel minor. (Webster 
discusses the faulty earlier editions in Haydn’s Farewell Symphony, 159-60.) Following the reappearance 
of Haydn’s autograph in the late 20th century, the Henle edition corrected this oversight. 
6 
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establishment of the parallel minor, with an unaccompanied melody in octaves, is 
sufficiently nebulous that one could argue that the trio actually begins in the chromatic 
third-related key of A-flat major, though off tonic.11 If one accepts this reading, the 
passage is the first instance of a chromatic third relationship between minuet and trio in 
Haydn’s career.  
 
 
Example 1: Haydn, String Quartet in G major, Op. 17 no. 5, “Recitative,” second 
movement, bars 30-44. Link between minuet and trio, with modulation through G 




                                               
11 The third movement of Haydn’s “Razor” Quartet, Opus 55 no. 2, in F minor-major, virtually duplicates 
this plan: the minuet is in F major, and the trio in F minor begins with an unaccompanied melody that 
modulates to A-flat major as it breaks into harmony. However, unlike the earlier work, Haydn does 
establish the parallel minor forthrightly as the trio begins. 
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Haydn’s Op. 50 set of quartets also includes the first instance in this genre of a 
chromatic third-related modulation within the minuet section itself. In the minuet of 
Op. 50 no. 3, in E-flat major Haydn used the parallel minor as an avenue into a remote 
third-related key as the B section begins, much like the modulations between minuet 
and trio sections described above, and modeled on the minuet of his Symphony no. 78 
in C minor, of 1782.12 The minuet begins with a 12-bar A section that establishes the 
home key both forcefully and diatonically, ending with a PAC in the home key, rather 
than concluding on (or modulating to) the dominant, as is the more common tonal 
strategy.  
  
                                               
12 Cf. the discussion of this movement in Irving and Wiggins, “Advanced Uses of Mode Mixture,” 119-20. 
8 
MacKay, James. “Another Look at Chromatic Third-Related Key Relationships in Late Haydn: Parallel Keys and Remote 
Modulation in Selected String Quartet Minuets.”.” 
HAYDN: Online Journal of the Haydn Society of North America 8.2 (Fall 2018), http://haydnjournal.org.   
© RIT Press and Haydn Society of North America, 2018.  Duplication without the express permission of the author, RIT Press, 
and/or the Haydn Society of North America is prohibited.  
      
 
 
As the B section ensues (see Example 3a), Haydn immediately uses modal mixture to 
hint at the parallel key, E-flat minor. This melody returns in the following phrase with a 
new chromatic harmony to introduce its relative key, G-flat major (flat III of the 
minuet’s home key). An emphatic cadential phrase, stated twice, establishes this remote 
key, first with a deceptive cadence in bar 24, then with a PAC in bar 28. The retransition 
follows (see Example 3b), in which Haydn reintroduces E-flat major through its parallel 
minor key, leading seamlessly to a HC in bars 35-36, after which the opening measures 
return to complete a rounded binary design.  
 
Haydn wrote this minuet around the same time as The Seven Last Words of 1785, an 
orchestral work that includes multiple instances of third-related shifts both between and 
within movements.13 This relatively sudden interest in such modulations aptly 
illustrates Haydn’s willingness to employ remote key relationships at an earlier stage in 
a composition than heretofore. As such, the tonal experiments of the Op. 50 quartets set 
the stage for Haydn’s more frequent and bolder tonal excursions as evidenced by his 
works written in and after 1790. 
 
                                               
13 Cf. Michael Spitzer, “Haydn’s Seven Last Words.” Early Music 29 (2001), 660-61: noting the tonal plan 
of the nine-movement work (D minor, B-flat major, C minor/major, E major, F minor, A major, G 
minor/major, E-flat major, C minor), he commends Haydn for his “experimental daring,” comparable to 
that of Beethoven’s Quartet in C-sharp minor, Op. 131. 
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III.  A Matched Pair of Chromatic Third-Related Trios: Op. 74 nos. 1-2 
 
Given these precedents, the time was ripe for Haydn to investigate different methods of 
connecting and rationalizing the presence of chromatic third-related keys as he 
embarked upon his most productive and influential decade, the 1790s. Reginald Barrett-
Ayres has commented on a nascent Romanticism in the Op. 74 string quartets, written 
in 1793 between Haydn’s two London journeys.14 Two minuet movements from this set 
illustrate Haydn’s efforts to use chromatic third relations in novel and different ways. 
Building on the Op. 50 examples discussed above, they demonstrate different means of 
either introducing, or returning from, chromatic third-related keys in a two-stage 
process between formal sections. This modulatory device occurs between the final 
cadence of the minuet and the opening bars of the trio, or between the end of the trio 
and the da capo return of the minuet. Moreover, Haydn, modeling after his tonal 
procedures in the minuet of Op. 50 no. 3, is more than willing to use third-related tonal 
shifts elsewhere in the minuet itself, either with or without using the parallel key as a 
tonal intermediary.15 
 
The minuet movement of Op. 74 no. 1 in C major aptly demonstrates how Haydn’s 
incorporation of parallel keys and their close relatives into his tonal plan enables him to 
touch upon a rich tapestry of tonalities, ranging from five flats to four sharps. As shown 
in Example 4a, the minuet moves to the dominant in bars 13-14 to end the A section. As 
the B section begins, Haydn immediately shifts chromatically to flat VI (A-flat major), 
then sequentially to flat vii (B-flat minor), and from thence to the parallel minor, which 
he confirms with a HC. After this cadence, Haydn seamlessly reestablishes the home 
tonality for a double return of the opening measures.  The use of modal mixture to 
                                               
14 Reginald Barrett-Ayres, Joseph Haydn and the String Quartet (New York: Schirmer, 1974), esp. 280, 
295-96. 
 
15 Further examples can be found in Haydn’s Symphony no. 103, third movement; his Piano Trio in C 
major, Hob. XV: 27, second movement, and his Sonata in E-flat major, Hob. XVI: 52, second movement, 
just to mention a few contemporaneous works in other genres. 
 
11 
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introduce flat-side remote keys in the minuet is counterbalanced tonally by casting the 
trio in A major (VI-sharp of the home key), into which Haydn plunges from the outset in 
bar 61 (see Example 4b). This device — moving to a diatonic scale degree but reversing 
the quality of the triad associated with it — is termed “secondary mixture.”16 The trio 
quickly modulates from A major to its dominant, E major, which lies a tritone away 
from (and the opposite mode from) the most remote flat-side key of the minuet, the 
briefly tonicized B-flat minor.  None of Haydn’s minuet movements before Op. 74 
explicitly opened up such a wide tonal space.17  
 
 
Example 4a: Haydn, String Quartet in C major, Op. 74 no. 1, third movement, bars 13-







                                               
16 The term derives from Heinrich Schenker’s Harmonielehre of 1906, as Edward Aldwell and Carl 
Schachter note in Harmony and Voice Leading (New York: Harcourt, Brace, Jovanovich, Inc., 1979), 541.  
 
17 Prior to 1793, Haydn reserved such wide ranging tonal excursions for broadly conceived, expansive 
movements, generally in sonata form; for instance, the A-flat major/D major juxtaposition in the slow 
movement of his String Quartet in E-flat major, Opus 17 no. 3, of 1771. 
 
12 
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Example 4b: Haydn, String Quartet in C major, Op. 74 no. 1, third movement, bars 59-





Example 4c: Haydn, String Quartet in C major, Op. 74 no. 1, third movement, bars 95-
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Though Haydn had introduced A major from C major in a single stroke in this 
movement, without passing through an intermediate key, he adds a retransition after 
the trio’s concluding cadence (bars 98-112) to return smoothly to C major (see Example 
4c).  Modal mixture is used to introduce A minor, soon confirmed by a HC upon an E 
major chord. After reducing the chord to a single note (E) in Violin I during the course 
of 12 bars of E pedal, Haydn then shifts the harmony down by third to C major as the 
minuet resumes, reharmonizing the goal of the retransition as the opening note of the 
minuet’s melody. Thus, Haydn used the trio’s parallel key (A minor) as a tonal 
intermediary between A major and C major, by virtue of its close diatonic relation to the 
home key of the minuet. This careful tonal move serves to mitigate the boldness and 
remoteness of the tonal relationship between minuet and trio.18  
 
The minuet and trio movement from Op. 74 no. 2 in F major illustrates another manner 
of rationalizing chromatic third-related keys in a simple dance form. Similar to his 
procedure in Op. 74 no. 1, Haydn launches immediately into a chromatic third-related 
key for the trio, this time flat VI, D-flat major. Since this key is the diatonic submediant 
of the parallel minor, D-flat major acts as a modally mixed substitute for the diatonic 
submediant, D minor, an instance of simple mixture19 applied at the level of the large-
scale formal section.  
 
In this movement, Haydn’s use of non-diatonic tones in the minuet mitigates the trio’s 
remote key by introducing its important pitches as chromatic tones (see Example 5a). A 
prominent appearance of C-sharp (enharmonic D-flat) as the minuet’s first chromatic 
tone in bar 4 acts as a subtle foreshadowing of this remote key.20 This chromatic chord 
is marked sforzando, which foregrounds it in the listener’s ear. Haydn often reserved 
                                               
18 Cf. Irving and Wiggins, “Advanced Use of Mode Mixture,” 126-28. 
 
19 As discussed in Aldwell and Schachter, Harmony and Voice Leading, 187ff, after Schenker, 
Harmonielehre, 1906.  
 
20 The notion of the early emphasis of an anomalous pitch hinting at its significance later in a composition 
is indebted to Rosen, The Classical Style, 121-32. (Note especially his discussion of the dissonant E and its 
later reinterpretation in Opus 50 no.6, “The Frog,” on pp. 125-29.)  
14 
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sforzandi for such noteworthy musical events in his later works.21 The B section almost 
immediately introduces other important scale degrees of D-flat major, through modal 
mixture, and various chromatic chords (see Example 5b). A secondary viio7 chord 
introduces A-flat; a German augmented sixth chord restates this chromatic pitch, and 
adds D-flat; a secondary dominant of G minor, embellished with a chromatic neighbor 
tone, brings in both F-sharp in the bass, once again marked sforzando, and C-sharp in 
the melody one beat later (enharmonically the subdominant and tonic of D-flat major, 
respectively). Finally, the movement’s first chromatic tone, C-sharp/D-flat, highlighted 
again by a sforzando marking, reappears as a chromatic embellishment within a 
submediant harmony.22 
 
As in Op. 74 no. 1, this movement requires a retransition to return to the home key 
following the trio (see Example 5c).  This modulating passage, comprising bars 68-78, 
moves chromatically in the bass to arrive on a HC in F minor, then modally shifts to the 
parallel major only with the minuet’s reprise. Whereas in Op. 74 no. 1, the trio touches 
upon VI-sharp and its dominant (III-sharp), here the trio section visits flat VI and its 
dominant (flat III); not coincidentally, these four tonal regions are the most common 
third-related keys achievable through modal mixture.23 
 
 
                                               
21 H. C. R. Landon, Haydn: Chronicle and Works. Volume 4: The Years of the Creation (Bloomington: 
Indiana University Press, 1977), 212, alludes to a similar sforzando emphasis in Haydn’s Piano Trio in C 
major, Hob. XV: 27, first movement, while Rosen notes the sforzando emphasis of formally significant 
moments in The Classical Style, 128 (regarding Opus 50 no. 6), and 340 (regarding Opus 76 no. 6). 
 
22 Moreover (though this is possibly too subtle to be deliberate on Haydn’s part), C-sharp (enharmonic D-
flat) and A-flat return in bars 31-32 as (virtually) the final chromatic tones of the minuet! 
 
23 These four keys derive from modal mixture as follows: VI-sharp is the parallel major of the diatonic 
submediant; III-sharp is the parallel major of the diatonic mediant; flat VI is the diatonic submediant of 
the parallel minor; and flat III is the diatonic mediant of the parallel minor. Cf. Charles Rosen’s discussion 
in The Romantic Generation (Cambridge: Harvard University Press, 1995), “Formal Interlude,” 238-56, 
and James MacKay, “Formal Mixture in the Sonata-Form Movements of Middle- and Late-Period 
Beethoven,” Intersections 31/1 (2010): 77-99, esp. 84.  
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Example 5a: Haydn, String Quartet in F major, Op. 74 no. 2, third movement, bars 1-6. 





Example 5b: Haydn, String Quartet in F major, Op. 74 no. 2, third movement, bars 9-19. 
Modal mixture and chromatic chords (marked *) foreshadow important pitch elements 
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Example 5c: Haydn, String Quartet in F major, Op. 74 no. 2, third movement, bars 68-




Certainly, the new and pervasive emphasis on third-related keys in these quartets 
resulted in a broadening of tonal resources for Haydn, as has been noted often in the 
literature. As Landon remarks, “we again realize the amount of third-related key 
structures also within these movements; and not only third-related, but bimodally 
third-related. That is, the diatonic triad might be altered chromatically to include a key 
not originally part of [i.e. not closely related to] the home key.”24 When Haydn based his 
large-scale tonal design on a home tonality (inclusive of both major and parallel minor) 
rather than a home key, he could logically include chromatic third-related keys in a 
major-mode work. Flat VI and flat III are close relatives of the parallel minor key while 
VI-sharp and III-sharp, whose roots are diatonic scale degrees, are close relative keys 
altered by modal mixture. 
                                               
24 Landon, H. C. R. Haydn: Chronicle and Works. Volume 3: Haydn in London, 1791-1795 (Bloomington: 
Indiana University Press, 1976) 468. 
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IV. Chromatic Third Relations in Haydn’s Minuets, Opp. 76 and 77   
 
Haydn modulated to a chromatic third-related key in the trio on three additional 
occasions in the minuets of his last eight complete quartets (Opp. 76 and 77), including 
the “Emperor” Quartet in C major, Op. 76 no. 3 — the only minuet of the Op. 76 set to 
employ a such a tonal shift. Much like the corresponding movement of Op. 74 no. 1, 
Haydn introduced remote flat-side keys through modal mixture in the minuet, 
subsequently balancing this tonal excursion with an emphasis of remote sharp-side keys 
in the trio. Unlike the minuets from Op. 74, where Haydn plunged directly into a 
chromatic third-related key to begin the trio, Haydn used the opposite strategy in this 
movement: he introduced the diatonic submediant (the closely related A minor) at the 
trio’s outset (bar 57), then modally shifted to the more remote VI-sharp, or A major, as 
the section develops.  
 
The trio is initiated with two parallel phrases in A minor, whose cadential plan (IAC for 
Phrase 1, HC for Phrase 2), reverses the typical cadential design of the period (see 
Example 6a).25  The fleeting emphasis of E major as the A section concludes 
foreshadows its subsequent emphasis in the trio’s B section. After reestablishing A 
minor to begin the B section, Haydn rapidly diverges from it, tonicizing D minor with 
the section’s first chord (see Example 6b). A sequential repetition leads to another E-
major harmony in bar 73. A lyrical theme, derived from the trio’s opening phrases, and 
acting (as per Charles Rosen’s description) as a “simple insertion,”26 provides a tuneful 
respite in A major, in the form of a 16-bar period that spans bars 77-92. This “simple 
insertion” becomes the centerpiece of the trio: its leisurely, lilting character provides a 
necessary counterpart to the concise, stark nature of the trio’s opening phrases. Then, as 
                                               
25 James Webster calls this formal unit an “antiperiod” in Haydn’s Farewell Symphony, 44.  Alternately, 
one could analyze these phrases as compound basic idea plus continuation→cadential, creating one of 
William Caplin’s sentential hybrids, as per his Analyzing Classical Form: An Approach for the Classroom 
(New York: Oxford University Press, 2013), 61-62. For a sentence-like hybrid, a concluding HC is 
normative. 
 
26 Charles Rosen, Sonata Forms, revised edition (New York: Norton, 1988), 119-20. 
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shown in Example 6c, a sudden modal shift back to A minor in bar 93 coincides with the 
varied return of the trio’s opening phrases as the B section concludes, thereby preparing 
for the smooth return of the minuet without any need for retransition. 
 
 
Example 6a: Haydn, String Quartet in F major, Op. 76 no. 3, “Emperor,” third 






Example 6b: Haydn, String Quartet in C major, Op. 76 no. 3, “Emperor,” bars 65-84. 
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Example 6c: Haydn, String Quartet in C major, Op. 76 no. 3 “Emperor,” third 





Haydn’s final completed quartets, the “Lobkowitz” Quartets, Op. 77 nos. 1 and 2, written 
in 1799, both feature chromatic third shifts between the minuet and trio. By this time, 
Haydn was in direct competition with Ludwig van Beethoven, who was completing a set 
of quartets for Prince Lobkowitz himself (published as his Op. 18 in 1801). Beethoven, 
like Haydn, was fond of using chromatic third-related keys in his works, doing so as 
early as the mid-1790s. Haydn’s refined use of the procedure in Op. 77 no. 1 suggests the 
teacher’s subtle musical rebuke (or tribute?) to his bold, wayward student.27 
 
The minuet from Op. 77 no. 1 in G major, unlike the ones analyzed above, displays a 
relative lack of chromaticism. Haydn modulates to the dominant at the end of the A 
section, and only touches upon an assortment of closely related keys in the B section 
                                               
27 Landon raises the question (is the trio a “gigantic spoof” of Beethoven, or “subtle flattery”?) in Haydn: 
Chronicle and Works, Volume 4, 505-06. I would lean toward a “gigantic spoof”: Haydn’s apparent 
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(chiefly A minor and C major). Thus, when the trio erupts unexpectedly and deceptively 
in E-flat major (flat VI of the home key), this new, remote tonality comes as a complete 
surprise (see Example 7a). This section, whose gruffness effects a sly parody of 
Beethoven’s style, eventually turns back to the home key; Haydn adds a C-sharp to the 
E-flat major triad, forming a German augmented sixth chord (see Example 7b), which 
leads to a HC in the home key. Seven bars of dominant pedal, followed by a long silence, 
seamlessly prepares the way for the reprise of the minuet.28  
 
Finally, the minuet of Op. 77 no. 2 in F major revisits many of the procedures of Op. 74 
no. 2 in the same key (see Example 8a; compare Example 4a, above). As in the earlier 
work, the first chromatic tone (C-sharp) enharmonically foreshadows the primary 
tonality of the trio, which is set in the lowered submediant key of D-flat major. Also as in 
Op. 74 no. 2, Haydn uses pervasive modal mixture in the minuet as a flat-side 
coloration. In Op. 77 no. 2, modal mixture hints at the remote key to come, both in the A 
section (with the first violin’s prominent E-flat), and early in the B section (an emphatic 
D-flat leads to the HC that prepares the opening bars’ return). Moreover, this thematic 
return prominently features A-flat in the first violin, a modal borrowing from the 
parallel minor that will be prominent as the fifth degree of the trio’s home key, D-flat 
major.  
 
                                               
28 Ethan Haimo notes how the use of E-flat as an approach to the dominant of G major resolves a multi-
movement harmonic impasse: see “Remote Keys,” 254. 
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Example 8: Haydn, String Quartet in F major, Op. 77 no. 2, second movement examples. 
 
Example 8a: Haydn, String Quartet in F major, Op. 77 no. 2, second movement, bars 1-





Example 8b: Haydn, String Quartet in F major, Op. 77 no. 2, second movement, bars 
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Menuet da capo, ma forte






*So designated by Haydn
(D-flat major)
5F minor: V6/iv iv ii6 V (HC)
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The trio itself proceeds according to Classical norms, highlighting D-flat major (flat VI 
of F major) and its dominant, A-flat major (flat III of F major). The trio’s main cadence 
points introduce modal mixture (F-flat, or scale degree flat 6 of the dominant, A-flat 
major, as the A section concludes; B-double flat, or scale degree flat 6 of D-flat major, as 
the B section concludes). Much like the prominent C-sharp early in the minuet that 
subtly foreshadows the pitch’s emphasis in the trio as the new tonic, these two 
chromatic tones subtly foreshadow the return of the minuet’s main tonality, F major. (F-
flat is enharmonically equivalent to E, the leading tone of F major, while B-double flat is 
enharmonically equivalent to the home key’s mediant, A.)  
 
As in Op. 74 no. 2, Haydn adds a retransition following the trio’s final cadence (marked 
Coda in the score; see Example 8b). This brief modulating passage spans three phrases, 
each three measures in length, leading to a HC in F minor that smoothly prepares for 
the minuet’s reprise in the home key. The subtle way in which Haydn reinterpreted pitch 
classes to bring remote keys into the tonal fold foreshadows the bold modulations of 





As the minuet and trio movements analyzed in this study indicate, Haydn’s introduction 
of chromatic mediants or submediants by a modal shift is common in movements built 
around a pairing of parallel keys, as is found in major-mode minuets with trios in the 
parallel minor. Once Haydn discovered how tonally effective such an introduction of 
chromatic third-related tonalities could be, and how it might broaden the tonal palette 
of a composition, such tonal shifts became an important aspect of his musical thought in 
all types of movements.  
 
As Haimo has observed, chromatic third-related tonal shifts play an important role in 
shaping the harmonic language of a significant number of Haydn’s works from the 
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1790s, including multiple string quartets, a large number of piano trios, and one 
symphony.29 It is unclear whether Haydn’s procedures influenced his contemporaries 
and immediate successors (as Haimo rightly cautions). However, Haydn’s focus on 
chromatic third-related tonal relationships in these years surely had an immediate effect 
on the young Beethoven. The Piano Trio in G major, Op. 1 no. 2, and the Piano Sonata in 
C major, Op. 2 no. 3, two of Beethoven’s most ambitious early works, both feature a 
chromatic third shift for their respective slow movements: E major (sharp VI) in Op. 1 
no. 1; E major (sharp III) in Op. 2 no. 3. 
 
Notably, Beethoven’s Opp. 1 and 2 were begun in 1793, the same year that Haydn was 
teaching him counterpoint.30 As this instruction put the two composers in regular 
contact over a number of months, it is easy to speculate that Beethoven’s use of remote 
tonal relations between movements in these works betrays Haydn’s influence.31 
Certainly, their teacher-student relationship provided them plenty of opportunity for 
musical conversation: it would be surprising if their discussions over coffee had not 
turned on occasion from the minutiae of species counterpoint to a dialogue about 
ambitious compositions they were working on at the time, and the techniques they were 
employing to shape these compositions. If we acknowledge such an influence, Haydn’s 
procedures regarding chromatic third-related keys, as assimilated by Beethoven, cast a 
long shadow over the 19th century, a century for which Beethoven’s music was both a 
valuable model and an unachievable ideal. 
 
Building on the observations of Haimo, Keller, Landon, Rosen, and others, I have 
sought to illuminate a possible source of Haydn’s apparently sudden interest in using 
chromatic third-related tonal plans in his late music, supplementing Haimo’s 
comprehensive study of remote keys in late Haydn. The handful of minuet movements 
                                               
29 Haimo, “Remote Keys,” 245, Table 1; compare his slightly revised list in “Haydn’s Debt to Cimarosa,” 
43, Table 3. 
 
30 Mann, Alfred. “Beethoven’s Contrapuntal Studies with Haydn.” Musical Quarterly 56/4 (1970):  711-26. 
 
31 Haimo makes a case for this hypothesis in “Remote Keys,” 267. 
25 
MacKay, James. “Another Look at Chromatic Third-Related Key Relationships in Late Haydn: Parallel Keys and Remote 
Modulation in Selected String Quartet Minuets.”.” 
HAYDN: Online Journal of the Haydn Society of North America 8.2 (Fall 2018), http://haydnjournal.org.   
© RIT Press and Haydn Society of North America, 2018.  Duplication without the express permission of the author, RIT Press, 
and/or the Haydn Society of North America is prohibited.  
      
 
from Haydn’s string quartets in which the trio is in a chromatic third-related key 
demonstrates how every chromatic third modulation in Haydn after 1790, at some level, 
has its origins in modal mixture. Through this detailed exploration of a small number of 
works from a single genre (albeit an important one), the importance of modal mixture in 
Haydn’s overall conception of tonal relationships, with its vital role in rationalizing the 
presence of remote keys within a musical composition, can be confidently asserted, and 
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